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I would first like to thank Maureen Turim for inviting me to 
speak at this conference entitled "Perspectives On Television", 
The title of this paper is "Representation and Abstraction in Video", 
I will describe a form of video activity referred to as process video 
and in so doing will show a specific functioning of abstraction and 
representation within that forn. 
| My interest in this area is the result of several years of 
video making at the Experimental Television Center presently in 
Owego, New york. During the past several years a number of video 
tool theorists,tool designers and image makers have used the video 
medium to make visual images,speculations,and researches into the 
phenomena and language of the medium. This has been a rich area of 
research. This written material I am presenting is to suggest an 
approach to a body of contemporary video work by a number of video 
makers, 7 ’ 

Because this conference ts primarily addressing itself to the 
study of broadcast television programing models I will first need to 

, describe what video is. I will mention some production dichotomies 
| and then some information dichotomies. Because ‘of the range of 

complexity of television vroduction, television can be divided into 
the areas of hign tech and low tech production. Within hich tech one 
finds the vrivate and prblic television networks, wnich we are 
obviously most awere of. There is also informational intercompany 
corporate television. There are military uses of television. There 
is also scientific research imaging. The involvement [ am naming 
low tech includes the shooping center surveillance television, the 
home consumer with collection of various programing and homemovies. 
Trere is university educational television, frass roots community 
and art center television. There is television used by artists to 
document performances, and conceptual concerns as well as television 
used as a sculptural object. There is also the exploration of the 
electronic imaze often referred to as synthesis or orocess vigeo. 
| In the notion of high tech/low tech I em thinking of the size 
and complexity of the television production on tne level cf its 
technolosy complexity as well 9s its financtal, organization and 


oroeduction complexity, Tne high tech approaches I ar naming tend te 
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be industrial with large financial investments. and a specialized 
labor force. Low tech nuvproacnes tend to be individually cr small 
group organized with sraller financial involvements. In this sort 
of outline process video could be considered at the high end of 
low tech. It involves the research and development of visual and 
conceptual television tools as well as the production of imazes. 
Frocess video is an interdiscipvlinary art/technology/language 
approach. 





Within the range of the television production dichotomy [I 
have mentioned is an interesting information dichotomy of television. 
The medium can be used to produce entertainment and verformance 

time structures as defined by the television entertainment networks 

and also information calibrating, monitoring,and simulating macro 
and micro time: structures as cefined by the scientific users of the 
medium. Tnese basically. different us¢s require the same tool called 
television.A process video approach can work with aspects of both 
models,as I will describe. 

I wovld like to mention that I am not taking an anti-network 
television or anti-scientific television pesition. I am describing 
what I.sense to be some basic differences in arpvroaches and goals. 


And since so much confusion seems to exist about process video I 
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would like to suggest where it fits in,what 1¢ 1s, and how one 
can understand it. histentai : 

There 1s a confusion caused by the tnterchangeability of the 
terms television and video. The term video is used to describe low 
tech areas, often to desisnate a closed-circuit,chamber xtusic, viewing 
of the tave medium as apposed to a broadcast reception. Broadcast | 
television does not usually use the term video unless it is reterring 
to the vrorran aterial on a videctane. When the program is 
breadcast it once nore becomes television. This variability of 
terminology may continue to exist in the ssme menner in which the 
ters: Cinema, Vila, and movie co-exist. 


tT would like now to focus in on process video as a specific 
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attemcting to address video work they have seen often describe the 


work in a comparison to an aspect of a work in an other medium such 


as painting, photography, cinema, sculpture,ete. * It looks like...' 
Nc doubt this is usefull but it is clearly not snough.I don't think 
the problem is how to describe it tc the seneral public first but 
rather how do we understand in ourselves? What is it? what is the 


mature of its engagement? Analytic vocabularies are used for studying 


-egesthnetics, the visual arts, and language. What is missing in an 


analysis cf video ts a terminology tc describe the physical materials 
and phenomena of the medium. Mistakenly this is felt to be too 


technical, too technological and ultimately 
lost is the ability to understand the work. 


too mechanistic. What is 
What is also lost is the 


ability to generalize about the medium and address the potentials 


of shifting visual and temporal structures, 


the operation, inter- "° : 


action and transformation of image codes and finally the sort of 


understanding of imagemaking as an activity 


of the study cf language and discourse. 


that is an extension 


My interest is in a general understanding of imaging materials. 


In working with video IT have had te confront a fairly specific and 


complex technical. vocabulary cf the craft. By sifting through it 


some generalized.concepts appear. I am not intending to present a 


definitive vocabulary set for video. What follows is a personal 


working understariding of the video image. 


The video image is a physical phenomena. It is in its form 


structural and architectural. The ismare in its simplest form is 


voltaze and frequency. The raster refers to 
the picture information. The frequencies of 
ver seccnd vertically and 15,750 cycles per 
These frequencies define the speed at which 


of the video tmuze travels side to side and 


the image grid without 
the raster are £0 cycles 
second horizontally. 

the Ssinzle dot of the 


up and down to craw out 


the imars raster. The créy levels or luminance of the marge are 
n 


approximately one volt of voltage variation. “At the 


bottom cf the voltaze range the the iname dot at that moment tis 
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are several standards in use around the world... American fregquenci 
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with 30 frates cf imaze per second provide 525 lines of pic 


ture 
resolution. “ost of fturope is on a standard of 25 frames of inmaze 
per second with £25 lines resclution. France sat its cwn standard 


of 25 frames ver secend with £19 lines. Some scientific uses of 
television use 10C0 lines resolution. In all cases the videc frane 
is made up of two fields. Gne field contains the even numbere 
lines and one field the odd numbered lines. So Anerican television 
is 30 frames ver second or €0 fields per second ana. suropeanm “© ~ ~ +: 
television is 25 frames rer second or 50 fields rer second. This is 
due to the American electrical syster beinzs a 60 cycle per second 
system and the Zuropean being a 50 cycle system. The point I want 
to make is that the frequencies of the raster which determines 
resolution are ‘by agreemen its set time bases, even thoush they can 
and do vary. In film there are the standards &-m, super@mm, 16an, 
355m. Bac. Jon, 

‘An oscillator is a source of changing veltaz Cscillators 
are given names referring to the shape of the voltasze changing in 
time, such es sine waves, square veves, triangle waves, sawtcoth 
waves etc. The oscillstor is a basic building block of video, The 
time window of the raster is defined by two ramp weve oscillators. 
One is overatines at at 60 cycles per second ard one at 15,75C cycles 
ver secon?. As I mentionwet these frequencies are set. They are two 
set ee defining a set two diménsional space. Time defines 
space. The scanning is repeatins asain and awain so to ceternine 
where something is tc aprear you are actually determining wnen 10 
ap.ears relative to the scan rate. Plug in an osciliator into the 


or luminance function. Tne’resultirgs imare is | pure 


™ 


1 
ebstraction which is svstematic modulation of the energy of the 

The fr equengy of the oscilletor refers to the rate cf the 
aGeer 4 chanes, The ‘escillsetor Sisnal is an examrle of a bes 
time based duration cr design source. 

In concarison to the oscillator siznal the video camera image 
is @ complex liztht ard space imase based on the codine of the lens 
is vine treveled throursh the lens strikes 


he Licht sensitive tube, This tuhe scans the two dirensionsl imaze 






on its surface and converts luminance information, the xrey levels, 
into an electrical waveforn. This waveform is also called the video 
sisnal. It is the sirnal runnine throurch the video cables. This 

wavefore ts = Gomvcite of -s9yor1k Severat> oscliletions. Tce vave-= 


form 1s also the cenplete set frequanrctes mentioned earlier. The size 
and shape of each wart of the sivnal is specified. The size of the 
videc{ the cvicture information ), tne size of sync.( similar to the 
function of the sprocket holes in film), the size of burst ({ a 
reference siznsl for deccding color ) is set. This waveform can be 
displayed on an oscilliscope or waveform monitor to be visually , 
analysed. Wren this waveform is put into the disptay nonitor it is 
reconverted inte grey level information and scanned out as an image. 
onto the victure ture. 

The reason I am mentioning the waveform to this extent is 
because the camera picture information is encoded in this ccmposite 
Signal. If vou chanse the signal you change the camera picture 
inforration. The wavefors signal is fluid and vulnerable to inter- 
ference and nsanipvletion. It is a fast and malleable sirnal. 

Video processing tools allow one Alen sueed, calibrated control 
of the besic video vaveforn, its coded structures and parameters. In 


visuel terns more voltage means core »brie¢htness. Less voltae ne 


0 


less brizhtness. “ix two synchronized video vayeforns tonether. a 
result is a double exposure video. Sudtehn back and forth between two 
camera signals and you rave switching or real tine eli tine. SWiten 
back snd forth faster than the complete scan of the raster and you 
see the first pert,the toc, of the one imare and then switching to 
the rest of the second inace, the »ottom,This is also called split 
screen. If rather than musing an oscillator or time base to define the 
switching from one Yymage to the next one can select a specific grey 
level of cne of the imeges to determine the voint of switching. this 
switching creates theinattine of cne image over the other. This is 
} ns. If the switchine point is deternined 

a Dat Leular Color ne rasult is celled chroma “eyliar. 

So in reneral 2 video inese vrocassor meninnlates the picture 
inforration at the level of the weveform by intersctine with the 


the imoeve. This vaveferm can be 
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d into a dizital sirnal and be stored end manipula 


e 
tal srocesses. It is becomines vores common tc s22 video 


ted 
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ai @ncodin= and minipule tiar tecnniques. Tn both cuses 


How does one produce images with such devices? And whet ts the 
Jption of 

three very general catezories of video tool architeatiy-a. One level 
of electronic tool is so designed by the circuit desirner/ artist to 


relationship of the imare m'ker to the prorramable machine? I would 
cr 


like to suszest an answer to these questions with a dos 


renerate a very specific imoare. Cne could in this case refer to the 
design of the device as the score for the image. The score could 

aven be notated as the familiar electronic schematic dismram of the 
circuit. A second and more seneralized and controllable tool would 

be one desisened to define imase structures and functions in a modular 
parareter defined fashion. Tris in its sineular form mieht be a mixer 
orce2ssor.or a senuencer, or keyer, or colorizer, or dicitizer 
precessor. any camera or non-camera imace passed throuch it wovld 

be analysed and manivulated in a corticular fashion, In ite ~yLbintie 


form if wonle be an accumulation of coxnhinations of urczcessors with 
Cc 
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Aine il CeCe Palins Coeabl lity C6 Conmect. one device “Lo another 
IY Ht SOG UENCS eG Toe Ces als Tot cre te: me Martone Aes, 
Patchinea betvreen modular Vevices is called analog ororsrannins, 

Witkin this second level cf tool,ia its acre conniex form the various 
peremeters of any processor could be voltare controlleble, For 
Une CONUtrC ls: of & coleorlzs© Siich as: DFIZnTness, “Contrast 
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flow as well as notating tining chanses at various levels of -the 
{nage sequerce. This device can produce totally reveatuble scorad 
sequences. [nis electronic tool is a very flexible analog and disital 
arcnitecture comprised of xcdular defined anslog and modular ticro- 
comput*r processine elements.It is the hybrid tool I mentioned 


earlier. It could be referred to as a compositicnal video vrocessing 


It is clear that at any level of tool use the control.and 
specificity of function can result in an irrelevant quantity of © 
information, resolution,,or control. The video maker working with 
comolex architecture control has many choices and decisions to make. 
“hat is the intention of the processing? What images are to be 
manipulated, nature of control, selection of orocesses, durations, 
context, sequence etc.? Will the completed image be a totally 
calculated comvosition, an interaction with a compositional structure 
or a drifting of ea delineated field? Cr will it approach the static 
point of total nois2 or silence ? Iam talking about making imazes, 

_In addition to architecture there is time. Video ‘processing is 
real time. That means that the video camera ‘maze is manivulated 
live. Of course there is a micro time interval delay between input 
and output. The video maker. essentially sees the tmare As tt is being 
manipulated. Recording the imars to save it is-another Ste and 
an other choice. Most crocessing is’ never racorled. Video nakers 
have often commented that they both control and interact with the 
imaging system, even dialocus with it. It is very interesting 
that an imacins system as fast and architectural in desirn as the 
Video processins systez is can function as a mirror rer lecui ne: back 
to us our own perceptual and conceptual resolution. 3uch a potential 
can nost quite a crane, . 

what — have deserihed sc far ls a reference voint to rive a 
sense of what the video image material is and rhat the yature of the 
tools used to produce it ave. What follows deals with the percertion 
and understandins of the process video image. 

Tam very interested in the ccmprehension of video work. T ax 
interested in the orinary encounter with the vthysical imase. whet is 

nage? «yet Ls a" perception of 1t? Imaves are 
producers cf paro=zticr and neaning, Yew ivare encounters can produce | 
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wledes, I would like te enphasize tha-crimaay of 








of the encounter with the visual nerceotval imace, 
The video imave is not an idea first. 


The video image is not a diagram first, 





5! 
The video image is not a caption first. 
The video image is not a vhotorrach first. 
The video inaze is ohysical, visual and temporal first: The 


conceptual reference points, what we know about tne video material 


t 


contexts,our conscious thouzht, the world outside ourselves are an 
associational reference set reverb2rating and coinciding with our 
encounter with the image. The relationship of our Sxverience, 
pleasure and understanding of the image is an interesting subject. 
A vocabulary inclucing the concept of the’ physical: image: both 
visual and temporal, is ina position to grasp the conplexity of 
the simultaneous nature of the visual experience. Such a vocabulary 
can address the image as naterial and experience reverberating in a 
field of perceptual and conceptual relavance. 

I would again like to describe a percieving and understanding 
of a video image sequence. Let us say... 2 camera imag is colorized, 
the color lcoxs like...,the shifts in color have a vercievable 
oattern, the imac? is kinetic, the ivaze challenzes identification, 


the cuality of the movement ts, the camera imagce chosen is, the 
a J t sie P 


context is... the visual is temporal, a cansra image is colorized, 
the image challenses identification,this ts.a record of some 
immediate graphic complexity ... This can become an absurd technical 
exercise, It can also describe a coherent inaze, a field of 
verceotions, associations and references. It can describe a pure 
2 


ostraction or 4 rel 


2 

abstraction can b2 a systematic modulation of th2 raster or a shift 

of the revresentation of the camera imasre® throucth = processinz 

OnrTame ver suirt,. [AS orocessed 1 mace cin “eter fo tise 2nd erace 

in very basic ways. .It can’ also be endlessly complex in a continvous 
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he kind of viteo I am considerinz is referred 
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developement and creatine of meanines in 2 tos i. 

Frocess video is the inane in a continuous potential of flux, 
~ne kinds of visual information shift that take place put | 
representation and abstraction in an interesting relationship. In 
process video revrasentation can be vroduced, fixed, transformed 
end renewed asain. Nepresentation can sliv,. And it Slivs into 
avostracticn.or into vartiel abstraction with some varying derree of 


representational reference still functioning. Suidenly the degree 


O 
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revresetational shift refers tc an abstrect valve of change. The | 
representational in a visu2l varameter shift takes on the sugrestion 
of solid form outside of time to the extent it survives its original 
reference. The architecture of the imaging system reafirms itself 
as both abstraction and representetion. The imare making tool and 
the image maker interchaneably function as abstraction and 
reoresentation, 

The notion of process with its acknowledesement of functional 
mecnanisms and transformational forns, slidins and production of 
meaning displays the instability of abstraction and representation. 
The two become transferable. The abstract markings on a map represen 
srecific values tnhroveh a key cefinine the relation. Without the key 
tse Tepresentavion Cer lects. tet] 156 event teectiral aerini ction of 
tre system. These are tne kinds of transformations of poetry and 


music. | 


a Peer Vade surust 1°81 


“ Owegzo, New Yor 
e 


t 





